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THFSTS PROPOSAL
My previouswork has dealt, in part, with the relationships between fluidity
repitition, light and movement. I intend to project these ideas further by forming
free-standing glass sculptures. My thesis will document an investigation of not only
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PREFACE
Inmy first year of graduate studies, I quickly began to realize that blown glass
alone would never yield the sculptural qualities and possibilities which I
endeavored to pursue. The blowpipe became a limitation. I longed for a process
which would allow ample time for reflection, analysis, and alteration, along with a
painterly approach to color and design. This also had to include an almost limitless
access to forms other than the typical vessel.
I experimentedwith various techniques including casting, pate de verre,
cold-
working and eventually fusing and slumping. The latter caught my interest as it
fulfilled my aesthetic requirements and also seemed conducive to the forms in
which I was interested. Unlike blown glass, which has a tendency toward
roundness and regularity; fused and slumped work usually has more of a draped and
often fluted format. Scale potential is greater with the latter, also, since one is only
limited by the size of the oven available.
The idea behind
"vessel"
intriguedme as I began to realize the scope of its
meaning throughout history, and I wanted to expand on aspects beyond its
traditional definition. The word
"vessel,"
used to describe everything from
microscopic cells to entire ships, is consistent in that it always denotes something
which contains, or separates one thing from another. A vessel must, in some way,




1. A hollow utensil, such as a cup, vase, or pitcher, used as a container,
especially for liquids.
2.a. Nautical. A craft, especially one larger than a rowboat, designed to
navigate on water, b. An airship.
3. Anatomy. A duct, canal, or other tube that contains or conveys a body
fluid.1
Glass performs as no other medium to open up this otherwise inaccessable
area. Especially when fused in layers, it allows complete control over what happens
between these two volumes as well as the amount of information that is allowed to
pass from one side to the other. In this way, glass can be thought of as a filter of
light and information as well as a substance in and of itself. It is here that the shell
or enclosure can become more important than that which it contains.
iThp Ameriran Heritagp nirrionarv. HoughtonMifflin Company, Boston, 1993.
SECTIONONE: AESTHETIC CONCERNS AND INTERESTS
SOURCES
Some of the most vivid recollections frommy early childhood and teens have to
do with working and living upon boats, and diving on their wreckages in my
hometown of Clearwater, Florida. I began to analyze and compare specific parts and
ingredients in an effort to understand the power these objects contained. Why
should an old and tattered skeleton of a ship yield more life than say a bulldozer
which clearly has amore animate form. I began to understand thatmuch ofmy
interest and curiosity had to do with their form and structural layup, especially
when revealed through decay. A certain animacy was created because the
structural roots behind these objects were organic. Also, these crafts were built
with a very specific purpose in mind, yet somehow had found themselves far
removed from that original intent. They were out of context, which allowed a new
perspective and new insights from an old and basic form. No longer able to
perform their intended role, they now assumed more aesthetic and purely
sculptural duties. Every nut, bolt and timber revealed something about its origins
and history.
At a young age, I made an excursion to Europewith my family, centering
mostly around England and Ireland. When visiting museums and castles I was
constantly drawn toward medieval and ancient armor. I remember trying to
complete the form of the warrior who had once worn this garb, from a helmet or a
coat-of-arms. Upon reflection, I now understand the power these images had over
me, and their ability to initiate the imaginative process.
With each section of the
armor representing a limb or part of the
human anatomy, a certain life was created
and contained within each suit. Structure, form, line quality, and color were often
used to invoke envy or fear. These qualities, along with the way the armor was
presented by modern curatorial techniques, invoked a theatrical and playful, yet
sinister feeling. Four years in New Orleans enhanced these early interests, as much
of Mardi Gras seemed to center around similar effects. Masks, floats, and costumes
all created similar facades of eerie presence, calling the viewer to question the
unseen.
During a trip to Philadelphia I again experienced this powerful sensation, not
only in the art museum which has an extensive collection of armor, but also in the
History of Medical Science Museum nearby. The oddness of some of their specimens
of various maladies dating back to before Christ, was only rivaled by the techniques
and instruments used to supposedly cure, or suppress the symptoms of these
illnesses. Forced to create machinery to fit and move with the human form, these
early doctor/craftsmen, in a poor attempt to made incredibly contrived, yet
functional machines and appendages in their tireless attempt toward understanding
and imitatating the complexity of Mother Nature The mechanical version was
inevitably a poor substitute for the organic one, although somehow more
interesting due to that fact. The resulting contraptions and burdensome
appendages were often more grotesque than the ailment could ever have been. No
mannequin was necessary to fill in the picture, and to do so would have ruined the
effect.
All of these inspirational sources have consistency in that they each touched
on an aspect of the word
"vessel"
quite unintentionally and far removed from its
normal context. Each work seemed equally incomplete in form, allowing plenty of
exercise for the imagination. These sources were also separated, but not entirely
detached from their intended purpose and time, and so given a new presence. Each
seemed to capture the essense of the word "abstract".
Abstract:
1. Considered apart from concrete existence.
2. Having an intellectual and affective artistic content that depends
solely on intrinsic form rather than on narrative content or pictorial
representation.
3. Difficult to understand; abstruse.
4. Thought of or stated without reference to a specific instance.2
This idea of "reference to a specific instance", is intereresting in that it allows
reference, historical or otherwise, with the condition that it not be too specific.
Some artist seem to feel that a work of art must be a completely new form which
does not denote or connote any previously perceived forms, one completely
detached from any historical reference or precedence. I strongly disagree. By
discarding all history and tradition, one has tossed out thousands of years of study,
contemplation, and conceptualization along with a powerful facet of the viewer's
psyche which can be tapped into. I instead try to draw upon historical precedents
which seem especially important or appropriate, and then in some way surpass
those ideas and make them my own. Historical precedents can take on totally new
meanings when applied to present day situations, as one can never exist in total
isolation from the other.
Your units have their own specific properties
-
such as roundness or
angularity, particular density, curvature, opacity, transparency, mass, weight,
all implying relationships between each other; and your arrangement then
implies a rhythmic unity that makes sense of them. They can only mean
something, of course, to other human beings who have similar sets of
memory-
2The American Heritage Dictionary. Houghton Mifflin Company, Boston, 1993.
structures and human responses to your
own.3
STRUCTIIRAT DFSTCN- ROAT FORMS
My first attempts at the fusing and slumping process centered around
similarities which exist between shipwreck forms and their organic counterparts.
Reduced by time, erosion and decay, the underlying structural elements of these
vessels spoke of a timeless system of construction and support. Backbone supports
ribs, as ribs support muscle and fat, as they, in turn, are encased by a thin layer of
skin. One layer protects the next in return for structural support. The skin of a
human and the skin of a tribal canoe perform many of the same tasks, namely
containment and protection . They both keep liquid either on the inside or outside
of their respective units, which for me is all-important in the definition of vessel.
Containment is a central element, but here the container and how it contains
become more important than that which it holds. Glass is a perfectly appropriate
medium here, as it can not only imply, but also reveal, by transparency, the
structural mechanisms which underlie any vessel form.
Searching for otherways to reveal this wall area, I began to sandblast and acid
etch away at the ship forms, revealing not only the structural layup, but also the
way in which these structures are affected by time and natural forces as in "Boat
Form Series Number
1"
[Photo. No.l]. My advantage was that I could use the same
forces of nature which occur, but accelerate the results by using modern methods
and techniques. The patinas which I chose to color the copper mesh which was
fused into the sandwiched glass, had the same results as hundreds of years in
3Philip Rawson, The Articulation of inner and outer space. The "Architecture of the
Vessel"
Conference, Rochester Institute of Technology, 1986.
















corrosive, salty air, yet they took effect in only a few days. I blasted the pieces from
mainly one angle to simulate pelting by offshore winds and rain, as in "Boat Form
Series-Number
1"
[Photo. No.2]. I found that a superstructure of underlying
supports could be totally hidden beneath layers of opaque glass, and yet be revealed
as the process removed layers from specific areas.
Disintegration of the form over time adds even more to the insightswhich can
be derived from the analysis of a given unit, while it also helps abstract and
accentuate any given form into a more purely sculptural identity. For the same
reason, in my thesis body of work, I did not want to give the viewer a completed
form, but only a glimpse of what might have been, allowing the viewer to draw
upon his own experience and imagination to provide the rest of the picture. I
provided no specific time reference within the work, and even tried to give mixed
clues with respect to origin. The more I could get the viewer's mind pondering
similarities across time and cultures, the better. Through these blasting sessions, I
began to realize the importance of breaking glass. Because glass can be such a
pure, clean, yet brittle medium when cooled, I had developed a timidity towards
harming or altering pieces in any way. This can be severely limiting, as the artist
has less chance to impart himself upon the object. I learned that just because a
work was out of the oven, it was not neccessarily finished, since a multitude of other
cold-working options still exist.
DIALOGUE
I found that the more I did to the glass, the more it spoke back to me ofmyself.
This dialogue that occurs between an artist and his medium, like one between two
people, can take many forms. The interaction














or otherwise, but the degree to which this interaction occurs determines the success
or failure of the outcome. Listening attentively while focusing the discussion
remained my primary goal. Only by totally immersing myself in one technique
could I begin to see unanticipated things occurring in the oven, some especially
appropriate to the ideas I wished to portray. The next time around I could focus and
control these phenomena. For example, occasionally a poorly annealed rondel,
meaning one full of stress, would accidentally break in the oven while going up to
fusing temperature. My first reaction was to shut down the oven and start over. But
on one occasion it was too late to reverse the outcome, so I completed the cycle and
finished the piece. The plate had broken but barely separated and had another
rondel behind it, so the piece as a whole remained structurally intact. Then each
piece refused into the main body, creating a natural pattern similar to a cracked
river bottom. Though the piece was unsuccessful as a whole, re-creating some of
effects which happened accidentally presented a whole new realm of possibilities.
A small example of this effect can be seen in the sternum area of Breastplate Series
Number 5 [Photo. No. 3].
Often it seemed that the only conscious effort onmy part consisted of setting
up the situation for the work to take place.
Once I overcame most of the technical
problems and had pre-made a variety of parts, I was free to relax and really think
about previous occurrences and the ideas I wanted to express. It was easy to slip
into a sort of meditative trance where I no longer had to concentrate on
intellectualizing the work, only work with the material on a constant and consistent




Breastplate Series Number 5
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BREASTPTATES
The Breastplate pieces came as, what seemed to me, a logical progression from
the boat forms. The intermediary piece was a two-part standing form which
resembled a shell or carcass(Photo. No. 4). This piece was purposefully untitled
because I wanted to get the viewer's mind pondering structural similarities across
different forms. By providing only a covering or shell, I tried to refer to certain
shapes without specific representation. This piece was very successful for me, in
terms of color, layup and design, but it seemed almost too ambiguous. I wanted a
form with more human qualities; one that inside of which the viewer could almost
feel his own self. The torso seems especially important because it is the part of
ourselves we see the most of when we stand, arms at our sides, and view any object.
If Philip Rawson was correct in his statement that
"
we perceive art with our bodies,
not just with our calculating
intelligentsia,"
then I believe we perceive mostly in
relation to our own midsection. "Shapes persuade us that they rise athletically into
the air...whereas in reality they have only colossal dropping
weight."
I n the Breastplate Series [Photo. No.s 3,5,6 7 and 8] , the vertical orientation of
the form became a canvas on which to voice a more painterly interest, yet it was a
canvas I could control in terms of shape, structure, coloration and surface. It also
enabled me to further utilize some of the unique properties of the material, such as
transparency and liquidity. The design and
construction steps of going from the
big picture to detail parallel the
"gestalt"
process of perception. Thus, I built the
pieces as I wished them to be perceived; from framework, through canvas, from a
5Philip Rawson, The Articulation of
inner and outer space. "The Architecture of the
Vessel"
Conference, Rochester Institute of Technology,
1986.






central idea down to detail. I was not concerned with making exceptionally slick or
perfect-looking pieces that strike the viewer but provide little more. Robert
Silberman once quoted David Hutchhausen as saying, "The temptation to produce
slick and rather superfluous technical statements is the very reason why glass has
acheived only minimum validity as an artistic I tried to concern myself
more with the overall perception process which would occur as someone looked at
the work, since I beleived a piece of art should not only strike the viewer, but also
continue to provide insight by having more subtle layers of information. For this
reason, I also began to hide intricate, tiny details for the viewer who bothers to look




The two-dimensional aspects of the work became a focal exercise for me, as
well as, hopefully, for the viewer. Most of the pieces were built up visually, as well
as physically, towards an area of increased intensity. This central core, theme or
symbol was usually made up of brightly-colored shards overlaid with copper screen,
then covered with clear cames, which optically and linearly diffuse and magnify
the color and mesh beneath. This area served to visually confuse the eye back out
of focus, so there was a give and take to the amount of information presented. The
longer a work could hold the eye of the viewer in this cycle the better. This
communication which developed between the inside and outside of a work, or
between its structure and iconography, or between the artist and viewer, became
the key to any raised level of awareness that could be gained by either side.
Along with the structural aspects of the Breastplate Series, there came to be an
7 Robert Silberman, Decorative Arts "Americans in Glass": A Requiem?. Art in America,
March,1985.
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equally and increasingly important aspect of the two-dimensional symbolism or
iconography each piece focused on. Here I hinted toward my own thoughts and
interest in relation to the work, hopefully instigating and directing some insight
without narrowing the field of other combinations and permutations which might
come up in the mind of the viewer. My own interest with respect to this
representation varied from one piece to the next, but seemed to center around an
allusion to a shattered or segmented archetypal vessel. Since the original intent
behind forming these works revolved around pushing a material beyond its
traditional constraints of function, it seemed only fitting to use these shattered or
stretched vessel images as a focal centerpoint, as in "Breastplate Series Number
7"
[Photo. No. 5].
The idea behind these glass shields became especially appropriate and
uniquely ironic as I pondered the Cold-war nuclear situation, with all its
uncertainty. Steel had become as useless for protection as glass when death now
travelled in wavelengths instead of sword tips. The iconography in the center of
Breastplate Series Number 6 (Photo No.6), refers to the irony implicit in this day of
soaring defense cost, escalated aggression and
nuclear potential. Invincibility is no
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SECTION TWO:TECHNTCAT PROCESSES TNVOTVED
Glass can be transparent and revealing, or opaque and concealing. It can be
pulled, blown or pushed into almost any shape, with a wide range of color
possibilities. Fusing then allows one to layer any combination of the above,
sandwiching as many layers as necessary to achieve a desired effect. Slumped glass
in particular lends itself toward stiff, heavy structural lines, as well as a light
"cloaked"
look of draped cloth or weave.
I used commercial plate glass formy first experimentswith fusing since itwas
readily available (Plate No.2). I eventually came to the conclusion that it could give
me neither the diversity of color and shape, nor the fusing compatibility necessary
for these pieces, so I began making my own materials in the form of rondels (plates
of color), and cames (long sticks of glass).
RONDELS
Rondels are totally flat, round plateswhich are blown and spun out using
techniques which have changed very little since the time when this was the only
method of producing window glass. I chose this process to make my own sheet glass
not only because I could make use
of the wide variety of colors available from
commercial suppliers such as Kugler and Zimmerman, but also because I could use
these colorants in combinations to yield unlimited variations. Also, this process, as
opposed to cut-open cylinders or commercial flat glass, yields a circular orientation
of color, which tends to increase density around the
center and edge of each rondel.
It is this inherent and controllable gradation in color which can add spacial illusion
to even a small piece of a finished rondel. Also, any combination of traditional color
18
applications can be used to form patterns with circular orientation, adding to the
visual depth that can be achieved. The rondel form also seemed naturally conducive
towards the mechanical reference of most armor, as most relied on a hinged platelet
approach to protecting moving body parts8, similar in appearance to as the shoulder




Just as the rondel form seemed to fit into my aesthetic desires, came also
fulfilled its requirements.
"Came"
refers to sticks of glass which are formed by
attaching a steel rod to both ends of an evenly heated cylinder of glass, and
stretching it out to a desired length. In this way, cames can be made any diameter,
color, shape or design. For example, I often flattened the cylinder before pulling it
out to yield a bar stock shaped came. These flattened sticks were used to keep other
cames from rolling around during transport and firing. By rotating both ends of a
cylinder with offset color or colored cames inside, a stick with spiraling color inside
could be formed, called Lattichino, as in "Breastplate Series Number
5"
(Plate No.3).
Individual cames could be bent and altered into any shape later by using a
hand-
torch.
With both rondel and camemaking, the overlay process can be used to put a
thin layer of transparent color over a light opaque background, producing a third
and altogether unique combination. Colored glass is also available in powdered
form, or various sizes of frit, which can be mixed to yield a variety of unique
combinations. Powders were also the fastest and easiest way to make colored came.
8Wilbraham Edgarton, Indian and Oriental Armor. Harrisburg,







Breastplate Series Number 2
20
I n all, both techniques provided unlimited possibilities of coloration, texture,
shape and pattern. Since both were made in the same studio, of the same glass, and
by similar processes, certain technical and aesthetic consistencies could be utilized.
Came and rondels could be stockpiled and chosen at random, further expanding the
palate of colors and shapes available at any given moment.
FORMS
The slumping process usually consist of placing a flat piece of glass on top of a
three-dimensional form in a kiln. The temperature is then raised slowly to avoid
thermal shock, until the glass is draped over the form to the desired degree. Glass
bends before it sticks together, so for my work a separate fusing cycle was
necessary to keep pieces in position. Once the parts had been fused into a single flat
shape, I would place it on the mold in the oven.
Although numerous mold materials are available, I chose to braise light steel
frameworks and cover them with fairly thick, high-temperature fiber for a
number of reasons. For one, less mass meant shorter annealing cycles, described
later in the text. Also, by wetting the fiber blanket with a combination of water and
sodium silicate, I could compress certain areas
to further shape the form. These
shapes were also reusable allowing me to make a number of
works from one mold.
Since the mold was flexible, even shapes with undercuts proved easily removable.
Once the mold was complete, I could takemeasurements
from the three-
dimensional form and convert them into a two dimensional flat drawing directly on
high temperature fiberboard. These served as
guidelines in laying out the piece.
21
LAYUP
A framework of thick, flat glass pieces was usually put down first to guarantee
strength where needed. Next, a base layer of clear or lightly colored glass was laid
out over the entire form, more for structural integrity than design. This allowed me
freedom to put colored shards and came where design demanded, not structural
support.
I quickly realized the refractive possibilities provided by layering numerous
clear cames over other shards or lines side by side. By overlaying a straight line of
any color with many transparent cames, a vibration of sorts can be caused in the
line quality. Also, colors can be magnified, intensified, or dispersed, depending
upon the application. I also began using copper screen, which proved not only
compatible, but also extremely interesting as I began to play with the possibilities of
magnification and refraction, and of color through patinization. The copper also
just seemed to fit well into the feeling or concept I hoped to express, since its mesh
yielded an ancient woven, yet metallic feeling. The fused copper often took on a
look and color all its own when fused between clear or colored glasses.
Scale from the copper breaking down at high temperatures created somewhat
of a problem, though it usually occurred as the temperature was
decreasing.
Cleanly sandwiched portions, therefore, were unaffected, and
sometimes yielded
interesting hues of red. Exposed copper could be
cleaned later using a mild acid and
brass brush. I also had some good results using the screen as a base for
electroforming, which gave the
mesh even more of a woven steel cloth or
chain-
mail appearance as in "Breastplate Series Number
9"
(Photo. No.8).
As I began to further study and layup the pieces, I found
structural integrity
and configuration became as important to
me as it must have been for primitive
22
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boat builders, or metalsmiths working on armor. Thin glass can not support weight,
but too much thick glass can result in annealing and other problems. I, like my
predecessors, was constantly fighting the "give and
take"
between strength and
weight. Thus, a structural design came out of necessity. It forced me to draw upon
my own set of experiences derived; not only from historic reference, but also from
modern mechanisms.
A central keel, or backbone, was the key element uponwhich all others would
depend. This would be cross-hatched with medium thickness ribs which would, in
turn, support smaller cames. All these components were then partially encased or
overlaid by a skin of thin glass shards. Overlapping and interweaving these
components added to the aesthetic as well as structural integrity of the work. A boat
form's layup would be complete at this point, whereas the breastplate composition
would have just begun. The latter required additional layers of information in the
form of specific shapes cut from colored rondels, cames and copper. Sometimes I
would reverse the construction steps to play with the idea of inside and outside.
FIRING
It may seem like aminor detail, but at one point,
the biggest technical problem
confronting me was how to get the
arranged parts from my worktable to the oven
intact. Once the pieces were entirely laid up, I would
cover them with a heavy cloth
or blanket to keep parts from shifting in transit to
the oven. Even this did not
always work since the round cames tended to
roll easily. I eventually learned to
prevent this problem, in the design stage, by using
flat pieces of came on the
outside of groups of round ones.




cheaper and gave me less annealing problems. Its lack of strength after initial
firing could be circumvented by placing two wooden struts beneath the board
before laying up any glass pieces. These supports could then be used as handles by
two people to carry the piece to the oven. This not only made for a smoother ride to
the oven, but also enabled the work to be lowered down into a top loading oven.
Once placed on soft-bricks, the board had support and the struts could be removed.
A pattern of bricks on end was used to facilitate this process and also to raise the
level of the work up in the oven. This allowed air to pass under the board, keeping
temperature variation minimized. I also would place a
1/4"
test came partially
hanging off a brick next to the piece, as a check of the softening point of any
particular glass. Thermocouples and controllers add another variable, due to their
inherent inaccuracies.
The work was now ready to go through a series of two firing cycles, one to fuse
the parts into a flat unit [Figure 1], the next to slump the flattened shape over a
three-dimensional form [Figure 2]. The initial heat-up (Figure 1) could usually be
accomplished quite rapidly, provided the cames and rondels
were fairly thin, less
than
1/2"
and less than 1/4", respectively. After reaching the stress point (960 F), I
would bring the oven up to fusing temperature
(1350 F) as quickly as possible to
avoid devitrification: a clouding of the surface
which happens when the
temperature is allowed to remain at a point slightly above
the stress point of the
glass being used. Stress point is defined
as the highest temperature which a glass
can reach without beginning to move or bend. This
is the crucial point where glass
changes from a stiff, unyielding
material to a soft malleable gob. It does not do so
all at once, but instead
transforms slowly, depending on
temperature and the
thickness of the glass being fused. This permits
a large degree of variation in the
25
degree of fusion: everything from barely tacking pieces together to complete
puddling.
After experimenting with the extremes, I found a range somewhere in the
middle, where the glass has a strong bond set up, but individual shapes retained
their integrity. Sharp ends of the came were rounded off, but line quality was not
sacrificed. For the glass I was using, this usually meant holding the pieces at fusing
temperature for one to two hours. This slow fuse approach gave more control than
fusing at higher temperatures and allowed the heat to sink into thicker areas.
The oven was then cooled rapidly to 1100 F, stabilized, then given thirty
minutes to an hour, depending on thickness variation, to arrive at the stress point
of 960 F. The latter, slower step was added after having problems with gaping
cracks in the earlier efforts. This type of break occurs when part of the piece cools
enough to crack, while other parts are still hot enough to bend and
contract. By
turning off the lights and watching the red heat of the
glass disappear, I could see
that areas with thin cames and those with copper screen, because of their surface
area and thermal conductivity, were cooling off very fast, in fact quicker than the
ceramic thermocouple I was using to tell me the temperature
of the oven. The
additional step cured the problem
without devitrifying the glass, since the
temperature was changing fast enough at 300 F
per hour to avoid this problem.
After allowing the piece to soak,
or equalize temperature just above the stress
point, it was ready to be annealed. Annealing
glass consist of slow, controlled
cooling of the work so that no
differentiation occurs between the temperature on
the inside and outside, or between parts of varying
thickness. This allows stress
formed by the glass hardening and contracting
to be released.
Due to the variations in thickness, surface area, and
thermal conductivity, I
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had to nearly double the annealing time normally prescribed for glass of this
thickness. Thicker fiberboard compounded the problem. Since it was made to be
insulation, it tends to hold heat in the thick areas. The same was true of the fiber
blanket used for mold material, but it worked better than the heavy cast alternatives
of plaster or refractory, which retain heat through sheer mass. Getting these
pieces to cool down evenly was a study in itself and accounted for most of the
problems I encountered. I had good results in slowing down the whole process and
treating the glass as if it were twice its own thickness. If the piece built up stress in
fusing half of the process, it inevitably showed itself in the slumping process.
The second firing [Figure 2], consisted of placing the flattened, fused shape
over the steel and fiber mold in the oven. I would raise the form up on bricks, for
the same reason as the board was raised in the last firing: to allow heat to pass under
the mold. Centering the piece was quite important, otherwise the final product
would not be symmetrical, although occasionally I would intentionally place the
piece off-center to get a more gestural outcome.
This firing was much the same as the last, except for two points. First, the
work had to be brought up more slowly, since I was now dealing with compounded
thickness. Secondly, the temperature did not have to go up as high (1200 F), since I
only wanted the glass to bend over the form.
The high end of this firing had to be
watched carefully because, if left too long in this range,
individual parts could
begin to sag.
Once slumped over the form to the desired degree, the piece was cooled in the
same fashion previously described. Problems
I encountered with this portion of the
process were similar to those in the fusing process, and were alleviated in the same
way: by slowing down the cycle, including
longer soaks, longer annealing ramps,
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and cushioning the piece's temperature down from 1 100 F to the stress point of 960
F. Also I made it a policy never to open the oven with a piece still warm (over 100
F). Though it is fine for most types of glassware, these pieces were especially
intolerant of any thermal shock, for reasons previously mentioned. Also since
these works were not done on a production scale, it was worthwhile to use slow, safe
cycles rather than lose the pieces in firing. Once fired, all thatwas leftwas to
wire brush any fiber off and grind the unit to make it stand properly. The final
works were illuminated,for photography and display with a combination of back
and front lights to acheive a wide variety of effects. In all, it seems that every step
of the way provided some new insight, whether technical or aesthetic.
CONCLUSION
My thesis study and body ofwork providedmany valuable lessons
and
experiences. Most importantly it demonstrated the wealth of unique insights and
possibilities which can occur if one can persistently focus time and effort in a
specific direction. With a certain level of immersion in the work and
its subject
matter, came the development of a
dialogue between my processes and desires. It
was this dialogue which not only provided constant inspiration;
but also pushed me
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